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sculptural	 self‐portrait,	 especially	 the	portrait	bust.	 	This	 is	 a	means	of	 tempering	
both	 the	 stable	 impression	 of	 self	 that	 characterises	 the	 self‐portrait	 and	 the	
mimetic	 representational	 program	 more	 broadly	 (in	 my	 view	 all	 art	 is	
representational	–	 it	 is	an	 inescapable	condition,	so	 it	seemed	reasonable	to	 ‘front	
load’	 this).	 	But	 it	was	also	a	way	of	shaping	and	controlling	 the	 field	of	choice	by	
providing	 me	 with	 a	 sort	 of	 ‘a	 priori’	 substrate	 upon	 which	 to	 build	 –	 the	 self‐
portrait	became	reductive	point	of	reference	from	which	a	formal	language	could	be	
developed	 in	 a	 way	 that	 we	 could	 call	 autogenously.	 	 That	 is,	 I	 use	 strategies	 of	
portraiture	 not	 to	 represent	 myself	 per	se,	 but	 to	 represent	 the	 ‘occasionality’	 of	
practice	 itself	(to	borrow	a	term	from	Hans	Georg	Gadamer)	–	the	necessity	of	the	
portrait/work/practice	to	refer	to	the	conditions	of	its	production.	In	my	work,	this	
is	 manifest	 in	 the	 integration	 highly	 codified	 and	 structured	 approaches	 (for	
example,	 figurative	modelling,	mouldmaking	 and	 casting)	 ‐	 with	 un‐premeditated	
‘events’	(faults,	studio	paraphernalia,	incidental	objects,	by‐products	etc).		
	
These	 works	 are	 thus	 self‐reflexive	 –	 the	 sculptural	 program	 that	 underpins	 the	
work	 is	 continually	 influenced	 by	 its	 own	 expression	 –	 the	 representational	
operation	of	self‐portraiture	is	extended	throughout	works	so	that	each	work	gives	
rise	 to	 new	 forms,	 arrangements	 and	 reference	 points.	 Within	 this	 process,	 the	





stands	 and	mirrors	 along	with	 forms	 or	 objects	 that	 have	 an	 ‘undifferentiated’	 or	
amorphous	quality	such	as	erasers,	rocks,	 ‘drapery’	and	hair.	These	ingredients	all	






gives	 rise	 to	 new	 ingredients	 that	 expand	 the	 formal	 range	 of	 the	 work	 and	
insodoing	 establish	 a	 generative	 field.	 This	 system	 of	 orientation	 ‐	 of	 	 ‘data	
collection/control’	–	is	thus	topological;	it	provides	a	closed	field	of	properties	that	
can	be	combined	in	arrangements	that	are	provisional,	elliptical	and	intuitive,	yet	by	





1)	Base	 is	a	pot	plant	stand	which	had	 arrived	 in	 the	 studio	 for	 repairs	 an	 then	
became	repurposed	as	a	pedestal	here.		Its	circular	base	and	top	echoed	the	circular	
socles	 that	 had	 formed	 components	 in	 previous	 works	 –	 parts	 which	 while	
connected	to	the	bust	format	(they	are	the	turned	mounting	bases	that	you	see	on	
certain	types	of	18th&	19th	century	busts)	they	also	suggested	the	circular	movement	






















3b)	 It	 is	nested	 in	 a	cast	of	a	circular	 framed	mirror	 –	 also	 a	part	 of	 the	 studio	
equipment	 –	 but	 cast	 in	 acrylic	 resin,	 it	 formed	 a	 tidy	 nest	 for	 the	 beanie	 and	
heightened	it	undulating,	unfolding	qualities.	
	
4)	 The	 final	 component	 is	 an	 eraser	 one	 of	 a	 number	 recovered	 from	 my	 car’s	
footwell	–	so	located	in	a	space	ancillary	but	contiguous	with	the	studio	space.		The	
shape	of	 this	 form	(chewed)	resembles	the	serrated	profile	of	 the	Ian	Fairweather	
memorial	rock		(the	subject	of	another	sculpture	in	this	body	of	work)	
	
As	 this	 brief	 account	 indicates,	 practice	 provides	 a	 forum	 for	 observing	 the	
interoperations	 of	 objects	 that	 accrue	 through	 and	 around	 the	 modeling/casting	
process	 –	 some	of	which	 are	 directly	 contrived	 forms,	 others	 entirely	 incidental	 ‐	
and	 then	 editing	 and	 recomposing	 the	 work	 in	 light	 of	 the	 correspondences	 that	
emerge.	 The	 result	 is	 a	 field	 of	 object	 relations	 –	 tableaux	 –	 that	 are	 highly	


















This	 is	 the	advantage	 that	a	 topological	 theory	of	practice	provides	–	 it	presents	a	
way	of	apprehending	the	‘logic’	that	shapes	and	directs	studio	processes.	In	moving	
beyond	 notions	 of	 linear	 structures	 towards	 an	 elastic	 membranous	 field,	 the	
topological	 model	 allows	 for	 the	 fluid	 combinations	 of	 ingredients,	 while	 also	







self	 which	 is	 totalized	 in	 the	 work	 of	 art.	 	 As	 a	 fluid	 web	 of	 references	 and	
operations,	topology	might	thus	be	thought	of	as	the	invisible	organism	of	practice.	
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